Abstract: With reference to films such as The Terror Experiment (2010) and Osombie (2012), this paper explores the figure of the zombie terrorist, a collectively othered group that is visually identifiable as 'not us' and can be slaughtered with impunity. In cinematic treatments, the zombie terrorist operates within a collectivity of zombies, erasing the possibility of individuality when the transformation from human to zombie takes place. The zombie terrorist signifies otherness in relation to selfhood, and is characterized by a mind/body split. Emerging from the grave in the archetypal zombie primal scene, this reanimated corpse is undead in its animate corporeality coupled with a loss of all mental faculties. The erasure of individual identity and memory along with broader human characteristics such as empathy or willpower coincides with the zombie terrorist's physical movement and action.
[the delegates] are going to see a lot of stuff going down,' the HALO president Brad Baker said, 'it is a Hollywood production'. 1 
War games linking terrorists and zombies tap into popular cultural productions from video games like Terrorist Zombies to mashups of Homeland (2011-) and
Walking Dead (2010-) -making zombies the 'real' terrorists -to films such as Planet Terror (2007) , The Terror Experiment (2010) and Osombie (2012) . 2 Like the Nazi zombies of Zombies of War (2007) or Dead Snow (2009) , the zombie terrorist comprises a collectively othered group that is visually identifiable as 'not us' and can be slaughtered with impunity. In cinematic treatments, the zombie terrorist operates within a collectivity of zombies, erasing the possibility of individuality when the transformation from human to zombie takes place. Thus, the zombie terrorist signifies otherness in relation to selfhood, and is characterized by a mind/body split. Emerging from the grave in the archetypal zombie primal scene, this reanimated corpse is undead in its animate corporeality coupled with a loss of all mental faculties. The erasure of individual identity and memory along with broader human characteristics such as empathy or willpower coincides with the zombie terrorist's physical movement and action: he cannot create or nurture anything so he is destructive.
The ideology linking zombies and terrorists relies on a paradigm of nonthought and non-being. Zombies and terrorists are fixed in set patterns of behavior, and when terrorism is characterized as irrational or mindless the politically-motivated grievances that lie behind the acts of terror are erased as incomprehensible and inexplicable. The zombie terrorist must be seen as mindless, lacking autonomous thought, and defined by his body: the suicide bomber and the brain-eating undead collapse into each other like the flesh that folds into the bones of the rotting corpse.
Free will is negated. The zombie terrorist is controlled by a sorcerer-like demi-God; the gothic figure has been infected by a fundamentalist contagion, a monster who spreads infectious 'disease' through its dangerous and contagious bite and consumes its way through the human population.
Films such as Osombie and The Terror Experiment allow us to interrogate the ideological underpinnings of the zombie terrorist in an 'age of global gothic', a post 9/11 context defined by global terror/ism, the collapse of blocs and borders, the spectres of super-states and transnational forms of Empire. 3 The mobility of people, money, arms, violence and political movements arises alongside the multidirectional cultural and economic flows of a fluid modernity that characterizes contemporary globalization. 4 In this, the zombie terrorist reflects fears about the decentring of power; he is a global gothic figure who reveals anxiety about international terrorism and how oppositional movements challenging the powerful hegemonic discourses of the free market and neo-liberal ideologies must be contained and eradicated. Indeed, gothic conventions often locate terror as occurring 'out there'; its position is elsewhere, outside the self, and displaced from the homely and secure domestic place of 'here'. The terrorist challenges this suppression: he or she is not limited to the boundaries of a particular region and is a reminder that the terror of terrorism occurs across fluid and permeable borders, a potential contagion that threatens the security of the homely land. Put simply, terrorism forces us to recognize that 'elsewhere' is 'here', not only because the formulation of the distinction was always located in the privileged site of power but also because we can no longer refuse to see the shadows we have cast. 5 It is within this context that the zombie terrorist emerges from the grave to imbue the terrorist with a zombified non-being and non-thought that pushes legitimate grievances back into the shadows and props up the hegemonic discourses of free will, free markets and neo-liberal ideologies.
The zombie terrorist is part of a long trajectory of changing signification in which the zombie can be traced and interrogated as a foil for human society. In this, the human-zombie-terrorist configuration can be conceptualized as part of a continuum as well as oppositional poles in a binary, and follows the US conventions of the zombie narrative in which zombification operates within a collectivity of undead bodies and erases the possibility of individuality when the transformation from life to undeath takes place. Here the zombie terrorist is used to signify Otherness in relation to human Selfhood, resisting the move toward the more sympathetic zombie in Romero's Land of the Dead (in which zombies lie in sharp contrast to the distinctly evil humans) or zomromcoms such as Jonathan Levine's Warm Bodies (in which zombies make good boyfriends) (Schroder 9-10). 6 The zombie terrorist retains its monstrous Otherness and maintains a distant proximity to the liberal humanist ideas of Selfhood. 7 Positioning the zombie terrorist within this taxonomy of zombies is significant. For in an era of globalization -an age of global gothic -the world system can confront and destroy any visible antagonism. But the zombie terrorist is not only a visual response to the crisis of what is feared to be a spectral presence, a violent and mysterious form of formless terror that stalks us from the shadows, unknown and unseen. By turning the body into a weapon, the suicide-terrorist transforms death itself into an absolute weapon in a system of globalization that operates on the exclusion of death, 'a system whose ideal is an ideal of zero deaths'. 10 Indeed, within an era of globalization that is driven by technomedical-finance, death is failure: the dead cannot participate in the consumption that is necessary to feed the global system. But if ground zero is no longer a place of zero deaths, then nor is it a place where the corpses of the suicide attackers can be laid to rest. This is because the reality of the virtual is the space of the global, a space that exists on the screen, the network, the digital, and the dominance of a dimensionless space-time. Power is located in the dominance over the reality of the virtual, and when terrorism dominates our screens and our networks it lives on. In this, the suicide attacks on the WTC are part of a continuum in which the deaths of the pilots move seamlessly into the powerful reality of our virtual world. How many screens have broadcast the events of 9/11? How many digital networks have disseminated the images? How many times have the events been played and re-played over and over again on our televisions, our PCs, our laptops? It is in this realm of the virtually realthe symbolic realm of screens, networks and images -that the suicide attackers will always remain undead.
The screen has the power to broadcast death, but it also has the power to they are completely outside of, and potentially antithetical, to an hegemony of 'common sense'. After all, the zombie lacks reason and is conceptualized within the Cartesian ontology of a mind/body split. Lacking in mental faculties, the zombie and the terrorist are pure body -a threatening corporeality that is analogous to the suicide bomber -and divorced from a catalogue of distinctly 'human' but conceptually unstable attributes such as mind, soul, spirit, free will, identity, personality, consciousness, speech, and even speed of movement. This corporeal shell, this empty vessel, becomes a 'drone' that provides power in a seemingly dehumanizing terrorist system, and in Osombie the zombie terrorist is a mindless flesh-eating monster that spreads its infectious 'disease' through its dangerous and contagious bite and consumes its way through the human population. Once these zombie terrorists are infected by Godsmack, they become wholly unaware of what they are doing and operate on pure instinct. Throughout the film, the zombie terrorist is both pitiful and a powerful threat to the human, and is always conceptualized in terms of a fundamental separation between mind and body. Thus, it can be slaughtered with impunity.
By conflating the incomprehensible terrorist with the brain-dead zombie, the cultural unease that is symptomatic of terrorism can be contained. For in post-9/11 times, the walking dead becomes a metonym of the system of racism, detention and torture that sustains the ideology of the 'just war'; or as Judith Butler puts it an American context, the US acts of violence 'are justified in the name of self-defense, but also by a noble cause, namely, the rooting out of terrorism.
[…] Our own acts are not considered terrorist.
[…] In order to condemn these acts as inexhaustible, absolutely wrong, in order to sustain the affective structure in which we are, on the one hand, victimized and, on the other, engaged in a righteous cause of rooting out terror, we have to begin the story with the experience of violence we have suffered' (6) . If the narrative begins in this way, then it is not necessary to ask larger questions about why 9/11 took place. Questions do not need to be asked about the impact of Osombie's cinematic aesthetics, in which the bodies of zombies are brutalized and their blood splashes onto the camera lens, suggests that 'we' are threatened by our close proximity to the materiality of contagion which is often associated with shots of dark, decaying bodies. 15 The zombie terrorist of The Terror Experiment is a different beast. In a sense, the plot revolves around a terrorist attack that tries to expose the dark side of In fact, the spectre of 9/11 pervades the film in its references, aesthetics and plot.
When the bomb rips through the building, the staff panic and one character even The unleashed gas is, in a sense, collateral damage, for it is produced by the U.S. military and must be contained before the infection spreads. Here, those who have succumbed to the rage-virus and those yet to be infected must try to survive without the safety of social institutions. In fact, the very social institutions that these civil servants were working to preserve are no longer there to protect them: the governing body overseeing the outbreak has become a threat to the survival of its loyal workers, as the officials will simply kill all that remains inside the building. and terrorism. In many zombie texts, the undead try to physically enter a safe space; they must be kept at bay. But in the zombie virus narrative the contagion threatens to break out of an unsafe space; it is a potential outbreak that is ubiquitous and must be contained. The building needs to be placed under quarantine so that nobody can exit or enter until the air-born agent is neutralized. 18 We might also read the link between zombification and contagion, whether in the form of an air-born gas or contaminated water, as reflecting a fear of the individual being subsumed into the collective. After all, an air-born contagion bypasses the zombie bite, which is an interaction between the bodies of two individuals (or former individuals), circumventing one-on-one interface and contact.
The invisible and anonymous infection is something that transforms the human in seconds and employs the thematics of contamination to articulate a cultural interest in the biological permutation of the human. Because this narrative catalogues instances of zombification rather than death, it represents the deviation from a previous and established self through the modification of identity, memory and behaviour that is at stake when the zombie gas enters and takes hold of the human body. But unlike on his body. As in the case of Timothy McVeigh, another Gulf War veteran, the threat is not visually identifiable; he is not marked by the categories of 'us' and 'them' but walks among 'us', unseen and undetected. He is the 'home grown' terrorist who threatens to move the familiar domestic place into a space of unhomely chaos.
The invisibility of the zombie host is mirrored in the invisibility of the toxic gas -the unseen spread of the virus -that infects the community and spreads zombification.
This is, in turn, transferred into a symbolic register in which the disclosure of government secrets is on the verge of leaking out, spreading to the wider community.
Contagion and the spread of information are intertwined, as the dissemination of information moves like a virus, and this is underscored by the vulnerability of the building, which must be destroyed so the infection/information can be controlled.
Here, we see the cracks in the façade of a homely nation that is meant to be based on justice and ethical imperatives, a domestic place that protects its citizens, an ideology that must be maintained at all costs. This is paralleled by another anxiety: the fear of a viral spread of global terror through a contagious media that presents the suicide bomber as warrior, hero or martyr. For when a suicide bombing goes viral, the landscapes of corporate and personalized media ecologies become increasingly threatening as a source for inspiring acts that are repeated by others, spreading terror/ism across the globe.
By filtering a global 'war on terror' through zombification, the zombie terrorist is incorporated into the global gothic markers of otherness that attempt to neutralize threats to a neo-liberal imperialist power, threats that move fluidly between borders, nations, countries and territories. This is highly ironic, for the contagion of hyper-capitalism represents its other as an infection that will lead to global instability.
Zombifying the terrorist neutralizes the threat by erasing the question of motivation.
After all, the terrorist's motives, his very ontology, cannot be coopted within neoliberal forms of global capitalism: the suicide bomber is, for instance, not just a danger to the lives of those in close proximity to him; he also challenges a symbolic order that survives off of mass consumption, international networks, and global markets. Zombie terrorists are thus reduced to a single function, driven by one obsessive idea, and behave contrary to 'logic' and 'nature'. In Osombie and The
Terror Experiment, we are encouraged to dis-identify with an ontology that is conflated with a monstrous figure who is unthinking, unknowing and undead.
Represented as abject Other, this process of disidentification is not a productive way of advancing our understanding of a matrix of identity in which he or she is simultaneously marginalized and appropriating mainstream culture. Instead, these films problematize the concept of disidentification within a dialectic of identification and counter-identification, suggesting that our disidentification with the terrorist-aszombie is part of a symbolic system of disavowal and repudiation.
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